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Five Preludes, Op. 74 (1914)
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Notes on Scriabin Op.74/1 (1914)

Should be near Debussy Voiles in the paper

Two spheres of melodic=harmonic activity:
chromatic

octatonic

How do rhythmic patterns relatec to these?
Cheraomadt
1. ascending and descending,progressions rhythmically distinct
yet related as tkiple groupings.

2, The octa trichord 3-8 has its own pattern: four 16ths followed
by 8th (m, 1 and mm, 9-18)

and 3
3. The centric pcs QI;EH-TXﬁgge the unique repeated pattern
(interrupted) - belaagd ocfa A

which creates 3-8 of m., 1 over a long span,

4, The verticals

5., The final melodic motion D# (key pc 3) to D has a unique
rhythm: this changes 6-Z49 to % 6-34 (mystic chord)

Good example of the importance assigned to rhythmic differentiation
in the early non=tonal music

Refined details: e.g., on the last quarter of m, 4,
with the shift to octa B, pc9 is renotated as Bbb and
1ts durational value is increased by one 8th note,
compared with the previous A's,

o ety
pct whichscompletes the ascending chromatic line ChRmssES
has the & longest ® duration of any note in the upper voice
(single attack), <Bmmxmmkye Cf. pclt at end
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CHTEONG WATL-TING
5y ORTIHOGRAPHY IN SCRIABIN'S LATE WORKS

Iix. 6 cont. _ Ex. 7

5 o | be- ba
A 5 = =
:'\mll " b4 4 ¥ H‘. =
EO

N.B. 0 [z Yoot |

in an ascending scalar form that opens with the ‘root’ of each block, the
same orthographic pattern is once again engendered (Fig. 4). As Ex. 8
shows, of the four ic3-related ‘dominant ninths’ (0,4,7,10,1 pentads)
embedded in each of these arrays of letter-names (in this case the octad
governing block 2), only one can be spelt in the conventional manner. This
triadic structure is thus orthographically established as being the referential
(( one. Each of the two referential triadic structures — one for each block - is,
]

remarkably, deployed within its block in the bass.

Fig. 4
Block Bars Pitch-Class Content
1 254-5 Cﬁ D [E] Eg Fe Gﬂ Aﬂ B
2 256-67 G A, B, B C” D E F
Ex. 8
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To sum up, each of the preceding examples involves no more than the
eight pcs of an octatonic collection. Despite the exclusive use of the
octatonic collection within each example, a number of pcs are curiousls

avee entrainemen! pm—e respelt. In each case, the respelling of pcs leads to the formation of :
= = differently spelt version of the governing octatonic collection. Deployec
= e el successively at different points of the structure, these versions (hereafte
. : ] referred to as ‘octatonic referents’) are nevertheless unified by the use o
. == = the same orthographic pattern. It seems, then, that not only does Scriabiz

distinpuish among the three dctatonic collections, as Forte, Perle anc
Taruskin suggest,® but also that any given octatonic passage can be furthe

. “distinguished as being based on one or more of four icS<refated octatoni




